The novelty aspect of this transition process from print to digital is seldom challenged, as if 'going digital' necessarily implies formal changes, without also going back to older forms. As can be expected, the narrative that emphasizes the novelty of digital comics is often used in marketing departments as a selling point. The example of the media advertising strategy of the French webtoon publisher Delitoon shows a constant relentless promotion of 'novelty,' 'invention' and 'innovation.' The 'About' page of the Delitoon website launched in 2011 claimed to 'transform comic to match with its own time and with a new reading medium, the screen' ['transfigurer la bande dessinée pour l'adapter à son temps et au nouveau support qu'est l'écran', my translation] (Delitoon 2018). Five years later, in a 2016 interview, Didier Borg, founder of Delitoon, says that ' [w] ith Delitoon, we propose a new form of comic' (Bry 2016 ).
This emphasis on formal innovation is also a recurring feature in scholarly discourses.
In his well-known essay Reinventing Comics, Scott McCloud (2000: 202) specifically describes the encounter between comics and digital technology in terms of change and invention. The majority of learned publications about digital comics stress out the formal changes implied by the technological transition and overlook the idea that these changes are not self-evident when considered from a historical point of view. In fact, they follow a certain conception of digital media as a linear transformation process, as expressed by Bolter and Grusin in their conclusion: 'Each month seems to bring new evidence of the voracity with which new media are refashioning the established media and reinventing themselves in the quest for immediacy' (Bolter and Grusin 1999: 267) . It is common to describe the digital transition as a linear process supposedly evolving towards the goal of an ' all-digital' form.
Without denying that digital technology introduces a number of changes into the form of comics, I believe it appears necessary, more than twenty years after the appearance of the first digital comic, to get a better understanding of how these many changes evolve through time, questioning the linearity of this process and their outcome as a 'new' form. In other words, the relationship between comics and the digital needs to be historicized: adopting a historical point of view can help us understand not only how digital technology transforms comics, but also how and at what pace these changes occurs in time.
First of all, the knowledge we have of the early history of French digital comics (Baudry 2012) appears to be in contradiction with the narrative of linear innovation: the very first digital comics created during the 1990s (John Lecrocheur, Opération Teddy Bear, Supershoes to name a few…) are in many ways more innovative with form than most of the digital comics of the late 2010s. The context of French digital comics reveals a paradox between the widespread idea of a linear transition towards novelty in digital form and the empirical observation that comics simply do not follow that direction. In the field of digital media studies, the historical context has also been highlighted as the best way to avoid novelty and linearity biases (Gitelman & Pingree 2003, xiv) . Applied to digital comics, this historiographic statement leads us to consider a process that can go in various directions at the same time, rather than a mechanical process of innovation. The general aim of this article is thus to establish benchmarks that can help us to better frame technological change as a historical process, mindful of the specificities French digital comics. In turn, by applying a historiographic approach to digital comics, I hope that the established guidelines will feed back into a wider perspective on digital media history.
Preliminarily, two important distinctions are necessary to situate the disciplinary framework of this article. The first one comes from the history of technology, and particularly the field of science and technology studies (STS), which differentiates two distinct processes at work when we think about technological changes. Historian of technology Bertrand Gille distinguishes invention, as the discovery or development of technology, from innovation, which he describes as a 'site of convergence' between the technological system on the one hand, and on the other, the economic, social, political and institutional systems (Gille 1978: 64-65) . Innovation, in other words, happens through the 'positive endorsement by the users' of a technological invention (Akrich et al. 1988: 4-29) . In the case of digital comics, what ranks as invention is the technological system that feeds into the creation of digital comics (graphics software, tablets, web technologies, etc.), while innovation designates the ways authors and readers appropriate these new technologies.
In the case of webcomics, for instance, the three major technological shifts pointed as decisive by Campbell (2006) are hypertext, image display and global interactivity. When thinking about digital media, it is important to single out innovation from invention in order to historicize the process. The main emphasis of this article, however, is not on social-economic changes: my focus is on comics as form, not as a cultural industry. My assumption is that the formal development of comics follows its own path: it is linked to the way technology alters social-economic practices, but does not necessarily move forward at the same pace. We can apply the distinction between innovation and invention to formal changes, and define formal innovation as opposed to the invention of new forms within the field of comics. The identification and classification of such formal inventions in digital comics is an avenue of research in itself, already explored, for instance, by Magali Boudissa (2010 , whose typology will inform the present article. Boudissa's typology focuses on formal transformations from print to digital, offering a helpful context to precisely describe and understand formal innovations in digital comics (as opposed to changes in use). She maps out three types of visual invention: shift to screen, addition of sound and animations, interactivity. Drawing from this typology, my focus will rather try to understand how (and whether) these inventions, after their appearance, circulate and become widespread, in other words how these formal inventions become formal innovations. The development of this article draws on a historiographic perspective that grounds the textual analysis of digital works on a larger temporal scale. To avoid cherry-picking pitch-perfect illustrations (as is often the case in research on digital comics), I will will then try to identify a phenomenon of resistance against that formal innovation.
Lastly, I will propose a periodical, chronological framework to think about formal innovation in digital French comics in the context of technological evolutions.
Identifying Paradoxes in Innovations
The methodology of comparing various works across time accomplishes the goal of identifying the process of formal evolutions between two moments in time. It can be difficult to make sure that the comparative corpus selected will be representative of general evolutions. To prevent any such bias, instead of relying on just one comparison between two comics drawn at different periods, I have preferred to look for converging changes in different contexts. Therefore, I propose three successive comparisons: a first one between two works selected for their representative quality of a phenomenon that is already known and identified as specifically bound to their respective periods by other researchers; then, the account of the trajectory of a single author through decades; finally, a comparison between two collective projects that implies more than one author, and as such can show a more global development.
The two works that I selected for comparison each belong to and represent a decade in digital comics history:
• On the one hand, Simon Guibert and Julien Malland's John Lecrocheur, produced in 1998-1999 John Lecrocheur (Guibert and Malland 1998-1999 ) is a spy fiction in a slideshow format that is complex in its make-up, as the reader has to click on the panels to make the following panels appear as well as to trigger animations and sound effects, while this reading experience is further enhanced with a soundtrack. Sans emploi (Jibé 2004 (Jibé -2012 appears as a series of four-panel comic strips, integrated into a webpage on which the strips are published on a regular basis (Figures 1 and 2 ).
The strip follows the everyday life of Corentin, an unemployed hero reminiscent of André Franquin's character Gaston Lagaffe. The strip is drawn in a minimalist drawing style, slightly amateurish in its first version, and, safe for the third and sixth seasons, will remain consistent throughout its seven-year-long serial publication. It displays none of the complex digital effects seen in John Lecrocheur.
The formal comparison of both works already highlights striking differences, which are detailed in the following Table 1 , following Boudissa's typology of formal innovations: The reader is allowed to add comments (external to the story). and diaporama (Stéphane Gess' Gustave Babel). None feature sound, animation, or interactivity.
These three analyses lead to the same paradox: recent digital comics appear as less formally innovative, while earlier comics make formal choices that take into account the potentialities of their digital format. I do not mean to highlight this change so as to assert a value judgement: John Lecrocheur is not necessarily a 'better' digital comic than Sans emploi because it takes avail of the specificities of its format, or because it takes more distance from print comics. While remaining cautious in my wording, I would like to stress the implications of this analysis for the larger issue of technological progress in the context of comics, which are threefold:
• Technological progress does not appear as ineluctable: the formal development of digital comics does not necessarily go hand in hand with a growing awareness of technological changes.
• Paradigmatic changes for technology are not best read in terms of rupture:
innovations do not entail the disappearance of earlier, older forms.
• Potential formal innovations are there from the start: they do not appear gradually, one after the other, they are directly part of the cartoonists'
knowledge, who are conscious of their abilities early on.
This last assertion is furthermore backed up by digital comics theories, such as Fran- • 65% use the 'page' format (Figure 4) • 18% use the strip format
• Only 17% break out from these two formats. Finally, one must take into account the necessary adaptation of a profession as a whole to the digital world. The works of the multimedia era, such as John Lecrocheur, are mainly created by creative teams where the graphic artist is but one maker among others, collaborating with software developers, sound designers, and other workers.
However, from a 2016 survey conducted by the Etats Généraux de la Bande Dessinée among more than 1500 French comic artists, it appears that 60% of them assert a 'low' or 'non-existent' use of digital tools in their drawing habits (États Généraux de la Bande Dessinée 2016). The reason could be the cost of those tools, or the necessary training to use them, but eventually comic art remains an activity deeply attached to non-digital technologies of creation (Baudry 2016: 56) .
A Chronology of Innovation in Digital Comics
The endurance of print-like digital comics between 2005 and 2009, even after important formal inventions, must not be seen as a step backward in the digital transformation of comic art. It simply draws our attention to the variety of ways innovation can take place during an acclimatization period where ' old protocols are applied to new technology,' to repeat Perriault's hypothesis. The historical narrative of a 'resistance' of old forms to novelty is not entirely satisfactory: we cannot simply describe two different, opposite conceptions following a mere conflictual logic, without losing sight of important nuances. Shifting from French history of technology to digital media theory can help to elaborate a more refined account of what happened in digital comics history. The fact that the first step for 'new' media is to be inspired by earlier media is the groundwork of most of digital media theory, following Jay David Bolter and Richard Grusin's theory of remediation: ' a medium refashions its predecessors' (Bolter and Grusin 1999: 18) . According to Bolter and Grusin, the main feature of new media is to build their form from old ones.
The refashioning process can be seen in digital comics of the acclimatization period. Even though print forms remain present within digital comics, they are distorted and readjusted. It is not simply a matter of imitating a bookish materiality within a digital context, but rather of adapting this materiality. Many contributors to Webcomics.fr, for instance, adopt a format that could be qualified as intermediary, opting for a 'square' or 'half-page' format that consists in downsizing a traditional page, ordinarily used in portrait orientation, to the space of a single screen so as that readers do not have to scroll down the webpage and can grasp the whole comics page on one single screen. In a similar logic, some authors stretch the comics page into an immense reading scroll that the reader unfolds by scrolling down (Figure 5 ). Although there have been some vertical strips, the comic strip in print format is usually horizontal; the shift from horizontal to vertical orientation already reflects an adaptation to the digital context. Many comics blogs hence develop vertical scrolling -transparent to the reader but consciously displaying the formal reality of the work -as a digital-specific way of drawing.
These examples of refashioning print comic form in the digital context confirms that 2005-2009 is a transitional period of acclimatization, as described by Perriault and Gille. But we have to consider them in the light of previous works, much more innovative, like John Lecrocheur. In John Lecrocheur, the formal structure of print comic art is also remediated, using ' classical' panels and speech bubbles, but they are integrated to a sophisticated digital invention, which allows this structure to appear This phenomenon clearly seems to point out that we are now coming into a period where formal innovations linked to digital technologies, as they appeared in the 1990, are becoming adopted by the communities of creators and users.
These observations have allowed me to establish a chronology of formal innovation for French digital comics, following a three-phase periodization:
• Phase 1 (1995) (1996) (1997) (1998) (1999) (2000) (2001) (2002) (2003) (2004) (2005) : the appearance of a new technology sparks the production of formally innovative works. Although scarce, they help establish and identify potentialities.
• Phase 2 (2005) (2006) (2007) (2008) (2009) : the growing number of connected actors (authors and readers) leads to a transitory phase, with digital comics that disregard innovations for an enduring reliance on forms taken from the 'print paradigm.' They allow all users to appropriate digital technologies.
• Phase 3 (2009) (2010) (2011) (2012) (2013) (2014) (2015) (2016) (2017) (2018) : the phase of appropriation is reaching an end as more and more comics return to formal innovations, giving rise to more digital-specific works that integrate its potentialities.
Despite this clear periodization, I would like to stress out that the end of the transitory phase does not mean that webcomics following the 'print paradigm' are necessarily going to disappear. I prefer to think the present phase as a cohabitation phase where a variety of forms can coexist, drawn or not from print formats, without that a single form takes the lead on the others. The print-driven model of 2000s platforms is still there and active, on grandpapier.org for example, but also in more recent amateur platforms as projets-bd.com. Furthermore, it is not my task to make predictions about the future of digital comics.
Conclusion
While digital comics only reach back two decennia, there is a lot to be gained for comics studies by approaching them from a historical perspective. We need a historiography of French digital comics that helps us identifying and historicizing the medium. The history of technology offers a starting point to think about the relationships between creation and technology, and the development of media in the face of digital technologies. In this article, I have focused on formal innovations, but the necessary return to the social impact of technology shows that other kinds of innovations generated by digital media should be considered more carefully, such as the connection to audiences, readers' interactivity and the spreadability of content (Jenkins 2013: 1-2) .
The three-phase periodization that I have outlined above helps to better think about the temporal development of digital comics, as well as the history of comics as a whole. Not only the phases of digital comics are linked to moments in the history of comics, as the importance of formal experimentation both in print and digital creation becomes prominent during the 2000s, but it also carries on the century-old history of the relationship between comics and technological changes, aptly described by Smolderen (2014) for the nineteenth century. It confirms that comics is always in dialogue with technological changes in visual culture.
More generally, the article defines three phases for the meeting of digital technology and artistic practices: a first, highly innovative phase, a second phase of appropriation marked by an endurance of old forms, a third phase of progressive integration of innovations. It also offers new approaches to the concept of remediation, suggesting that French digital comics follow a non-linear pattern where the formal persistence of old media is strong and constitutes the main background against which to understand changes in the long run. It would be useful to measure the differences between this general chronology of French digital comics and that of American or Korean comics, as well as the reasons for such cultural differences.
We could also go further: the comparison between comics and other art forms would also prove useful. Jan Baetens' analysis of digital literature through a reading of Éric Sadin's works, concludes on lines that could equally fit the con- The comparison with the history of comics in the digital age is all the more relevant that, as I discuss it earlier, some print publishers in the 1990s and 2000s
were careful to the material quality of their comic books. It is the same phenomenon described by Baetens about digital poetry: print culture 'focuses on its own set of features' as a response to digital culture. The mutual response of comics and poetry to technological change already suggests that the digital transformation of media is a heterogeneous phenomenon, contrasting with the linearity and oneway conversion to the digital that still undergirds some general theories on digital media.
A historian's perspective precisely eschews a naive attitude towards technology and its influence on creative practices: the present moment is precisely fascinating because it witnesses a kind of balance between two ideals, the old print culture and the promises of digital creation. 
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